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Contextual designAbstract Some movements within modern architecture particularly emphasize the importance of
matching buildings to their surroundings. However, practicing such ‘‘contextual architecture” is
highly challenging and typically not something the future inhabitants of a building are well
equipped for participating in. This paper attempts to be a new vision to design an important build-
ing in such sensitive places, for example, designing a museum in a historical context. The method-
ology of the study is a qualitative method based on a theoretical foundation. It sheds light on the
concepts and definition of museums and contextualism, and answers the main question proposed in
this paper: ‘‘How can we design a huge and important building such as a museum in historical con-
text while respecting its importance and at the same time avoiding the deterioration of this historical
place?” And based on answering the sub following questions too: What is the museum concept?
What are the activities and functions of this prototype? What is the museum form and morphology?
What are the types of contextual design? What are the strategies of contextual design? This part
ends with electing some criteria that will be used as basis for the practical part. And thus it can
be concluded the ideal strategy for designing a museum in historical context. Discussion of the find-
ings is expected to enrich the talk in that domain.
 2016 Housing and Building National Research Center. Production and hosting by Elsevier B.V. This is
an open access article under the CCBY-NC-ND license (http://creativecommons.org/licenses/by-nc-nd/4.0/).Introduction
The problematic of designing a building among a group of his-
torical buildings is a complex architectural design process. And
this issue is getting complicated while designing a building with
special specifications, huge size, and having a great importance
for the community and country such as a museum within a his-
torical context that must be respected and preserved. The para-
dox in this case can be formulated in the following question,
‘‘How can we design a huge and important building such as
a museum in historical context while respecting its importance
and at the same time avoiding the deterioration of thisdoi.org/
2 B.I. Farahat, K.A. Osmanhistorical place?” The complexity of the problem lies in design-
ing the museum within this sensitive historical location, as it
can result in suppressing the character of the context and neg-
atively affecting the visual angles of the existing historical
buildings, internally and externally.
The act of constructing a new building to contain history
provokes a range of architectural and historiography implica-
tions that are different in number and kind from those of art
museums, or of history museums which occupy historic, or
even simply extant, buildings. Recasting architecture as a
deliberate and self-reflexive frame around the presentation of
history means abandoning the fiction of the ‘white box’, the
idea of architecture as a neutral ground, and represents the
incursion of architecture into the realm of historiography [1].
Contextual architecture, also called ‘‘Contextualism”, the
term suggests an architecture that responds to its surroundings
by respecting what is already there, unlike Constructivism or
Deconstructivism that deliberately work against established
geometries and fabric [2].
It is accepted that the effect of context on architectural
object and hence its role on design, has emerged with the post-
modern trend. Contextualism, as it is well known, came from
the desire to resolve the problems regarding harmony with
the historical environment and the placement of new buildings
within historical surroundings that were apparent throughout
the postmodern period. Therefore it became significant in the
relations between the architectural object within the urban fab-
ric and its proximal surroundings [3].
Theoretical foundation: Museum design problem
According to Mark Lilla (1985) the museum is an ‘‘empower-
ing” institution, meant to incorporate all who would become
part of our shared cultural experience. Any citizen can walk
into a museum and appreciate the highest achievement of his
culture. If he spends enough time, he may be transformed. This
is precisely what the museum founders had in mind when they
brought great collections to their own cities. For example, in
Fig. 1, the British Museum is a museum in London dedicated
to human history and culture. Its permanent collection, num-
bering some 8 million works, is among the largest and most
comprehensive in existence and originates from all continents,Fig. 1 The British Museum in London is
Please cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
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its beginnings to the present [4].
The museum is a cultural project in which, as John Urry
said, ‘‘Spaces, histories and social activities are being materi-
ally and symbolically remade.” The museum is a building
housing cultural material to which the public had access. This
public building addresses certain missions which gave birth for
the several typologies. During the 20th century a number of
social forces influenced the development of museums, espe-
cially of the national and regional museums. The years imme-
diately following World War II were a period of remarkable
achievement for museums. This was reflected both in interna-
tional and national policy and in the individual museums as
they responded to a rapidly changing, better educated society.
Similarly over the previous decades, the museum concept had
been elaborating toward new meanings as functionalities. The
mentioned changes are due to several reasons. Among these
reasons is the new view taken that the public museum is under-
stood not just as a place of instruction, but as a reformatory of
manners in which a wide range of regulated social routines and
performances take place [5].
Museum definition
Museums started as the ‘‘past guardians” of ancient objects or
treasures and are now generally known to be the locations or
buildings where art and science artifacts are preserved. Muse-
ums could be described as the organizations with the mission
of investigating the production of humanity along the ages
from the viewpoint of science and art to enlighten them about
the history in addition to being spaces that present and con-
serve the treasures of science and art [6].
The International Council of Museums in their meeting in
1955 defined museums as ‘‘permanent organizations in the ser-
vice of society and its development, open to public, which
acquire conserves, researches, communicates, and exhibits
the tangible and intangible heritage of humanity and its envi-
ronment for the purposes of education study and enjoyment”.
For example, in Fig. 2, the open museums ‘‘The Acropolis of
Athens and The colonnaded stoa at Vavrona” are examples
for the locations where art and science artifacts are preserved
[7].dedicated to human history and culture.
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Fig. 2 Acropolis of Athens and The colonnaded stoa at Vavrona.
Designing a museum in historical places 3Museum as a building type
Before the end of the 18th century the phenomenon of the
museum had spread to other parts of the world. European
colonial influence was responsible for the appearance of muse-
ums elsewhere. The function of the object base information
usage started to be dominant in the 18th century along with
the establishment of the institutional structure and the 19th
century created the mission of training citizens for museums.
By the early 19th century, the granting of public access to for-
merly private collections had become more common. What
followed for approximately the next 100 years was the found-
ing, by regional and national authorities throughout the world,
of museums expressly intended for the public good. As a result,
museums stopped being the indicators of wealth for rulers and
the bourgeois in the history and started to gain importance as
educational institutions. Hence, modern museums are setting
in which research toward the preservation of cultural heritage
is undertaken on the one hand and training, publications,
knowledge-based-documents centers, performance, meetings,
discussions and workshops are provided on the other [5].
With the growth of collections and knowledge, museums
have become increasingly specialized, growing from general
art and science institutions to specialties such as science con-
cept museums, children‘s museums, and commercially spon-
sored museum/showrooms. In addition to this a desire to
preserve the local history has led to the establishment of small
museums such as formerly railroad stations. National Muse-
ums and Monuments Commission assist in developing cultural
identity and promoting national unity [8].
Through advancing new technology, perspective of
museum institution and museum profession is changed. Muse-
ums in modern museology tend to take into consideration in
their activities the different segments of society. The activities
include new functions such as the permanent exhibitions, the
temporary exhibitions, guided tours, dia-film demonstrations,
discussions, seminars and atelier training.
New technologies have pushed traditional museums to take
their exhibitions beyond the barrier of a museum’s walls and
enhance their functions: education and entertainment. Cover-
ing the various typologies in addition to the traditional typolo-
gies major new concepts had emerged with respect to museum
functions [9].
Although the form of museum buildings was often focused
on safeguarding collections, it evolved as new functions inPlease cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
10.1016/j.hbrcj.2016.01.004museum work which were developed. So it was that after seek-
ing solutions for better lighting of the exhibits, for distributing
the collections better throughout the museum building, and for
structuring the exhibition space better, at the beginning of the
20th century museum people realized that the permanent exhi-
bitions must be reduced. To this end they created storage
areas, either by sacrificing exhibition rooms or by creating
space in the basement, or by building new structures. In addi-
tion, every effort was made to make the setting for the exhibits
as neutral as possible even if this meant sacrificing all or part of
the existing historical decor.
Museum form and morphology
The evolution and modifications that occurred with respect to
the museums had not been restricted to the museum functions.
The implications of the industrial and technological revolution
had effected the construction, structural and architectural fea-
tures of the museum building itself: Classical pediments,
Roman pilasters, and Vaults and Cupolas inspired by 16th
century architecture were prevalent. Thus it was not only the
works within the museum but the structure itself exhibited
and conserved the past.
There are many examples of the 19th-century museum that
had recalled the architectural expressions of the past. For
instance, in Fig. 3, the Munich the Glyptothek was designed
by Leo von Klenze as a classical temple to accommodate the
intellectual framework of the Greeks in addition to its marble
statuary. Also in Berlin, Karl Friedrich Schinkel’s Altes
Museum, isolated in its urban setting and distinguished by
an arcade and an unbroken series of galleries, expresses the
cultural status of the city.
It was not until 1959, however, that a new vision for the
museum and its use of space appeared. This is the year that
Frank Lloyd Wright‘s Guggenheim Museum in New York
City was completed as shown in Fig. 4. Based on the principle
of an ascending helix, as if aspiring for verticality and growth,
the building breaks with conventional geometry. Wright pro-
duced a small building in the city‘s urban fabric, yet one that
explodes on the inside. The spiral ramp of Wright‘s Guggen-
heim presents art history as an ineluctable progression: A
typical bit of control-freakily allowing the visitor less self-
direction than the museum-as-palace suites of the 19th century.
With the Guggenheim, Wright formulated a different
approach to museum design, one in which the spatial settingdesign a museum in historical places, HBRC Journal (2016), http://dx.doi.org/
Fig. 3 Glyptothek museum, Munich, Leo Von Klenze & Altes Museum, Berlin, Karl Friedrich Schinkel.
Fig. 4 Guggenheim Museum, New York, Frank Lloyd Wright.
4 B.I. Farahat, K.A. Osmanhas an effect on the exhibitions and changes the viewer‘s per-
ception of the works on display. Rather than the compartmen-
talized space of the 19th century or the Modernist‘s neutral
white cube, Wright structured space so that the void became
a prominent feature. He changed the discourse: the space of
the museum now had a meaning of its own [10].
In 1988 at a time when the crisis in the property market was
leading artists to question the meaning of design, the Decon-
structivist Architecture exhibition was held at the Museum
of Modern Art in New York and sparked new concerns about
architectural composition. It was no longer the image of the
historic city that was dictating the rules but, rather, the con-
cept of new, interstitial spaces and the philosophy of the
between or crossover became dominant. In Gehry’s design
for the Guggenheim Museum as shown in Fig. 5, articulation
became spectacular. Like some futuristic work, the museum
traces the defining lines of the city like an urban sculpture
and an icon in the landscape of public domain. There is a tran-
sition from the museum-city to the museum-implant. The
issues addressed in those years focused on the need for action
in residual and marginal areas and a concern with replacement
or infill. Attention is given to reclaiming industrial areas, pre-
serving them and giving them a new identity [10].
Through previous view, which dealt with the problematic of
design museums and some of the important museums design
fundamentals as well as the museum form and morphology,
it can be said that the Museums are multi-functions buildings,Please cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
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permanent and temporary exhibitions, stores with large vol-
umes to store exhibits, and open spaces (internal or external)
for open display, in addition to services (Administration, Bath-
rooms, Restaurants, etc.). Thus, we can consider that the
museums are huge buildings. And the museum form and mor-
phology, which had been reviewed previously, also confirm
that the museums are huge and important buildings.
Then, designing a museum anywhere can have a huge
impact on this place, giving it a special character, and have
to be a complex problematic design and this problem increas-
ingly complicated if we put the museum in a place with a spe-
cial character such as a historical place. And then, we must ask
an important question. How can we design a museum in his-
torical places without any negative impact on them? To answer
this important question, we must study the contextual design
problem, what are the different types of design within the con-
text? What are the ways and strategies that can be applied
when designing in relation to the context? Then we can answer
the first important question.
Theoretical foundation: contextual design problem
In this section, basic literal knowledge and understanding of
the subject have brought together the background information
to support the arguments and provide the essential introduc-
tory pre-knowledge for the subject such as the Contextualdesign a museum in historical places, HBRC Journal (2016), http://dx.doi.org/
Fig. 5 Guggenheim Museum, Bilbao, 1999, Frank Gehry.
Designing a museum in historical places 5Design Types as shown in Fig. 6 (Alteration, Addition, and
Infill), and the specific Strategies of Infill Problematic Design,
due to the ongoing community service. This must lead to some
changes/modifications in the uses of historic buildings or new
buildings built among these buildings, but the modification or
development of new buildings to be homogeneous with the
context, offers an unusual relationship between the design of
the new building and the historical place. Designing in relation
to the context or Contextualism is the way to resolve this prob-
lem and this entrance purpose supplies Architectural ideas/
principles to solve this problem.
Contextual design types
There are three types of problematic Contextualism: Alter-
ation, Addition, and Infill:
1. Alteration: According to Ray, destination of the word
(Alteration) is a modification/change/re-adaptation of the
original facade of the building in order to accommodate
the historical use created behind this facade, and how modi-
fication of the facade depends on the size of the modification
contained behind. The architectural problematic that how to
simulate the facade of the original historical building and at
the same time to feel that the elements developed at the
facade is the tone prevailing, and these elements created
could be a component of the pre-existing building, and these
elements may be decorative or functional elements [11].Fig. 6 Restoration of Heritage Building Counci
Please cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
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Agency” Living Fac¸ade wants to illustrate the significance
of vertical gardens as urban green areas, and these areas
represent a backbone for human health, biodiversity and
ecosystem services in cities. For most urban dwellers, the
perception of ‘‘greenery” in their cities is an integral part
of what constitutes the ’quality of life’; indeed, urban green
can improve air quality and noise conditions. This
ambitious project is the first outdoor green fac¸ade in
Denmark. It was made possible by intensive co-operation
between architect Johanna Roßbach, Faculty of Life
Sciences - University of Copenhagen, the municipality of
Copenhagen, engineers from Ramboll Denmark and Green
Fortune, a company specialized in the construction of green
walls [12].
2. Addition: According to Ray, destination of the word (Addi-
tion) is an addition developed at the old historical building
as adding a new wing adjacent to the old building. This
addition has to be homogeneous with the original building
by using the same materials or completing the skyline of the
original building, but the designer has to choose the con-
cept that he will take in order to design the addition to
make a compatibility with the old building [11].
For example, in Fig. 8, this neglected church, once part of
the Saint Francesc Convent, was renovated by Catalan
architect David Closes, Town of Santpedor, Spain. The
project turned the former church into an auditorium and
multifunctional space for cultural events. The exterior wasl Hall, Pune, India, Contextual Design Types.
design a museum in historical places, HBRC Journal (2016), http://dx.doi.org/
Fig. 7 The first outdoor green fac¸ade in Denmark, architect Johanna Roßbach.
Fig. 8 Saint Francesc Convent Church, Town of Santpedor, Spain.
6 B.I. Farahat, K.A. Osmanleft with its original rough facade, with moments of the
modern renovation mixed in. Overall, closes managed to
preserve the historical value of the building while also com-
bining new elements for the update [13].
3. Infill: According to Ray, destination of the word (Infill) is
how to design a building placed among group of buildings
with the same character. Therefore design of a single build-
ing is a problematic but designing a building among group
of historic buildings is a deeper problematic design, as
shown in Fig. 9, where the designer is dealing with these
buildings and also dealing with blanks in between. To deal
with this problematic design, the architect has to follow one
of the multiple concepts that will be addressed in the next
section [11].
Infill means a new building in an established and valued his-
toric context. Good infill is building that is sympathetic to theFig. 9 Infill prob
Please cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
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structures that enhance and complement the existing urban
and suburban [14].
Strategies for infill problematic design
We cannot take a decision that there is a method or a design
platform to address specific problems resulting from Infill
Problematic Design. That because of our perception about
the design is a vision or experience, and this denies the possi-
bility of formulating any fixed rule for this problem. So to
design a building placed among group of buildings with the
same character, this building has to be compatible with them.
This depends on the architect treatment, his degree of sensitiv-
ity and his knowledge of the context. And also being able to
find a mediator link whether moral or physical in linking the
new building with its context, but to achieve this compatibility,lematic design.
design a museum in historical places, HBRC Journal (2016), http://dx.doi.org/
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following:
1. Compatibility by Copy/Reproduction: Copy a building adja-
cent to the historical one, but the difficulty lies in the fol-
lowing: (I) the designer/architect must understand well the
language used in the original historical context. (II) The
designer/architect must get the same materials used in the
original historical building which was common and was
formerly cheap in the old but now they become very expen-
sive, not available and difficult to obtain. (III) The details
that increase the difficulty of this reproduction. But when
you are already doing well these precautions and reproduc-
tion of the original historical building could be a really neat
design, see Fig. 10 [11].
2. Compatibility by Congruence/Harmony: The abstraction of
the original historical context details and using it in the
added building to achieve harmony between the added
building and the original historical context by creating an
essence of the original historical context without re-
producing or copying the context is called compatibility
by Congruence/Harmony. This can be achieved through
the compatibility of the historical context in terms of the
way of construction, building materials and morphology
of the buildings [11].
There are many guidelines presented as to how Compatibil-
ity by Congruence/Harmony can be attained. Brolin pre-
dicts that the design will be able to be similar to or
differentiate with the surrounding building only in accor-
dance with these listed characteristics within the context.
As can be seen, these are the points that have the aim of cre-
ating a new design that is in harmony with the surround-Fig. 10 Reproduction of
Fig. 11 691 Massachusetts Ave. in the Sout
Please cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
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attention: Set back from the street, Spacing from adjoining
buildings, Massing: how the main volumes of the building
are composed, Approximate height, Facade proportions
and directionality, Shape and silhouette, Window and door
dispositions, window and door size and proportions, Mate-
rial, color and scale [3].
For example, in Fig. 11, you might not even notice, walking
or driving by, the new apartment building at 691 Mas-
sachusetts Ave. in the South End. That’s because it fits so
beautifully into its historic neighborhood. But take a sec-
ond look, and you realize that this building isn’t just defer-
ential to its surroundings. It’s also fresh, inventive,
confident, and contemporary [15].
3. Compatibility by contrast: Adding contrast makes old build-
ings new again such as the Louvre pyramid in Fig. 12. At
the first vision you doubt in the fact that the contrast can
lead to homogeneity between the added building and the
original historical one, but it is really a successful strategy
under some conditions. The contrast between the walls of
the historical original building and transparent glass reflec-
tor of the added one, perhaps reflecting in the glass the
facades of the historical context, can be achieved through
the violation of the historical context in terms of building
materials and morphology of the buildings [11].
4. Compatibility by Disappearance: The disappearance of the
added architectural work and its humility in front of the
original historical context is a successful strategy to be com-
patible with it, as shown in Fig. 13, as well as with respect
to the importance of the original historical context. Then
the architect adapted a method of moral humility, which
hide and erase personal architectural work in front of thethe historical building.
h End in Boston (Photo. Chang Zhang).
design a museum in historical places, HBRC Journal (2016), http://dx.doi.org/
8 B.I. Farahat, K.A. Osmanoriginal historical context. And thus the greater the nobility
of the place, the size of the building is increased whenever
you want to add inside context and whenever it was better
to disappear inside it in order to show the historical place as
it is [16].
The following is a comparison among the four Strategies for
Infill Problematic Design:Compatibility by Copy/
Reproduction
Compatibility by Congruence/
Harmony
Compatibility by Contrast Compatibility by
Disappearance
Definition
and
Concept
Copy a building adjacent to
the historical one
Abstraction of the historical context
details and using them in the added
building
Adding contrast makes old
buildings new again
Disappearance of the
added building and its
humility in front of the
original historical context
Example
and
Description
How And
Why
 Materials used in the his-
torical bldg. which was
common and cheap in the
old but now they become
expensive
 Absence of the personality
of the added building
 Loose the importance of
the historical building
 The details increase the
difficulty of this
reproduction
 Achieving harmony between the
added building and the original
historical context by creating an
essence of the original historical
context
 Loose some of the importance of
the historical context
 Not a creative strategy in terms
the way of thinking
 Contrast between the
walls of the historical
original building and
transparent glass reflec-
tor of the added one
 Reflecting in the glass the
facades of the historical
context
 Very difficult and very
sensitive
 Disappearance of the
added building and
its humility in front
of the original histori-
cal context
 With respect to the
importance of the
original historical
context
 Raising some parts of
the building above
the land to keep the
personality of the
added building
Results Not creative Not creative Not creative Creative and acceptableThrough previous view that dealt with contextual design types
and strategies for infill problematic design, it can be concluded
that the ideal strategy for designing a huge building in the his-
torical context is disappearing inside this context to maintain,
to conserve the character, to permit vision of historical build-
ings and to avoid any negative impact upon it. On the other
hand, the contradictory question about the way museum
personality, in relation to the historical context, would be
preserved and clear is answered in the following practical
part.
Practical foundation: toward a new vision to design a museum in
historical places
The following is a practical part that comparatively examines
two case studies in lights of the theoretical outcomes. A review
of two museums proposals that will be designed within the his-
torical context, embraced the idea of the architectural disap-
pearance within the historical context to maintain, to
conserve, and to avoid any negative impact upon the historical
buildings located in sections ‘‘Smithsonian Campus Master
Plan for Washington DC, USA, Bjarke Ingles Group, 2014”,
‘‘The proposal for the Natural History Museum of Denmark,Please cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
10.1016/j.hbrcj.2016.01.004Kengo Kuma & Associates, Erik Møller Arkitekter, and JAJA
Architect, 2012”.
Smithsonian Campus Master Plan for Washington DC, USA,
designed by Bjarke Ingles Group, 2014
Smithsonian Campus Master Plan for Washington DC byBjarke Ingels Group (BIG) the largest museum and research
complex has revealed plans for the renovation of the site’s
south mall campus – the museums and gardens positioned
along Independence Avenue in Washington DC. The vast
redesign of Smithsonian campus master plan seeks to accom-
plish three primary objectives: to improve and expand visitor
services and education, to create clear entrances and connec-
tions between the museums and gardens, and to replace aging
building mechanical systems that have reached the end of their
life span [17]. This architectural work offers many keywords
and design ideas, including the following:
1. The disappearance of the added architectural work: To
resolve the contradictions between old and new, and to find
freedom within the boundaries of strict regulation and his-
torical preservation, we have chosen to carefully reinterpret
the elements that are already present in the campus [17], to
maintain and conserve the character and the vision of the
historical context. This is so strongly clear by the presence
of almost 90 percent of the building underground, as shown
in Fig. 14, which preserved the independence of the person-
ality of the historical context without any negative impact
on them, as well as you can see easily all the historicaldesign a museum in historical places, HBRC Journal (2016), http://dx.doi.org/
Fig. 12 The entrance glass pyramid, Louvre Museum, Paris.
Fig. 13 The disappearance of the architectural work is a successful strategy to be compatible with the context.
Fig. 14 The disappearance of the added architectural work and raising some parts to contrast with the context.
Designing a museum in historical places 9buildings around without any interception of the museum
building to the angles of vision for these buildings. But to
overcome the problematic of loss personality of the
museum in the historical context, the architect of the
museum raises some parts of the building above the land
and also makes the material with clear glass to contrast
with the context and to allow seeing the historical context
through this transparent glass.
The comprehensive overhaul includes the revitalization of
the castle, with expanded visitor services, new mall-facing
entrances to the national museum of African art, and
improved visibility and access from the freer gallery of art
to the Hirsh horn museum and its adjacent sculpture gar-
den. The master plan provides the first-ever integrative
vision for the south mall, said Wayne, secretary of the
Smithsonian institution. ‘‘Bjarke Ingels has given us aPlease cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
10.1016/j.hbrcj.2016.01.004Smithsonian campus master plan that will offer open vistas,
connected museums, galleries bathed in daylight, new per-
formance venues, gardens that invite people into them,
and it will visually attract visitors who will have an unpar-
alleled experience” [17].
2. See and have to be seen with the concept of open museum: in
Fig. 15. This clearly was done through the presence of open
spaces in the museum so the visitors can see the historical
context from the museum in the lower parts and in the same
time the visitors to the historical context can see the exhibits
too. The original roof of the quadrangle building under the
Haupt garden will also be replaced, bringing daylight into
the underground complex for the first time, and the archi-
tect raises some parts of the building above the land and
makes the material of the building with transparent glass
to allow seeing the historical context through it and indesign a museum in historical places, HBRC Journal (2016), http://dx.doi.org/
Fig. 15 See and have to be seen with the concept of open museum.
Fig. 16 The disappearance of the added architectural work and raising some parts to contrast with the context.
10 B.I. Farahat, K.A. Osmanthe same time the visitors to the historical context can see
the exhibits too. And the architect also makes the roof of
the building as an educational and cognitive path so the vis-
itors can be aware of all of the historical context elements
through walking on it.
The proposal for the Natural History Museum of Denmark,
designed by Kengo Kuma & Associates, Erik Møller Arkitekter,
and JAJA Architects, 2012
The proposal focuses on creating a coherent and inseparable
experience which mixes the experiences of the conventional
museum and the classical garden into a series of remarkable
spaces. Its location within the historical setting of the city’s
botanical garden creates a potential for a museum that is more
authentic, engaging and open for everyone [18].
This architectural work offers many keywords and design
ideas, including the following:
1. The disappearance of the added architectural work: in
Fig. 16. To maintain and conserve the character and the
vision of the historical context, this is so strongly clear by
the presence of almost 90 percent of the building under-
ground, which preserved the independence of the personal-
ity of the historical context without any negative impact on
them. As well as you can see easily all the historical build-
ings around without any interception of the museum build-
ing to the angles of vision for these buildings. But to
overcome the problematic of loss personality of the
museum in the historical context, the architect of thePlease cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
10.1016/j.hbrcj.2016.01.004museum raises some parts of the building such as the huge
showing exhibition halls of the museum above the land and
also makes the material of the building with clear glass to
contrast with the context and allow seeing the historical
context through this transparent glass.
2. The museum in the garden and the garden in the museum: in
Fig. 17. A new Natural History Museum in the heart of
Copenhagen is a fantastic gift to the city; it should be both
the museum in the garden and the garden in the museum.
Unlike a conventional museum, where the experience
begins inside, it should become a Garden of Natural His-
tory, a place where a stroll in the garden invites you into
a natural historical journey and, vice versa, a visit inside
gives you the experience of the garden. A visit to The Gar-
den of Natural History is like a ‘‘walk in the park” that is
neither tiring nor intrusive. We use the garden to create spa-
tial variety within the museum, bringing daylight, vegeta-
tion, and views into interior spaces that are perfect for
quiet contemplation. The Natural History Museum has
one of the world’s largest and most comprehensive collec-
tions documenting the planet’s history. How can we both
protect and display the collection? We propose a new
museum model that is integrated respectfully within the
landscape, opening up to allow glimpses into the museum
through a series of cuts in the landscape – glimpses that
inspire, invite, and invoke the curiosity of passers - by to
venture inside for the full experience. In other words, we
bring the collection into the experience of the garden [18].
3. Realize the idea of the open museum: in Fig. 18. This was
clearly done through the idea of shaped roof of the building
like an amphitheater so that the visitors can sit on it anddesign a museum in historical places, HBRC Journal (2016), http://dx.doi.org/
Fig. 17 Break space, a visit inside gives you the experience of the garden.
Fig. 18 The idea of shaped roof of the building like an amphitheater.
Fig. 19 See and have to be seen.
Designing a museum in historical places 11watch the historic buildings within the context. And the
architect also makes the roof of the building as an educa-
tional and cognitive path so the visitors can be aware of
all of the historical context elements through walk on it.
And also the architect has created internal spaces inside
the museum for the purpose of ventilation underground
rooms and halls of the museum, and in the same time linked
and contacted with the educational and cognitive path with
ramps so the visitors can see the historical context from
inside the museum in the lower parts too.
4. See and have to be seen: in Fig. 19. This was clearly done
through the presence of open spaces in the museum so
the visitors can see the historical context from inside the
museum in the lower parts and in the same time the visitorsPlease cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
10.1016/j.hbrcj.2016.01.004to the historical context can see the exhibits too. And the
architect also raises some parts of the building such as
the huge showing exhibition halls of the museum above
the land and makes the material of the building with clear
glass to allow seeing the historical context through this
transparent glass and in the same time the visitors to the
historical context can see the exhibits too, and through
the idea of presence of internal museum halls with multiple
heights with many internal levels to easily show and see
exhibits, and at the same time visitors see each other and
continuity be happen among them.
Imagine the sight of the world’s only complete blue whale
skeleton floating majestically in the garden, suddenly this
magnificent collection of animals becomes more than justdesign a museum in historical places, HBRC Journal (2016), http://dx.doi.org/
Fig. 20 The disappearance of the added architectural work to maintain and conserve the character.
12 B.I. Farahat, K.A. Osmana part of the museum – it becomes a part of the city. It
becomes a public gesture that truly makes the collection a
part of the garden and the museum part of the city – which
essentially makes our common Natural History accessible
to all members of the public (see Fig. 20).
Conclusion and recommendations
Through previous view that dealt with the problematic of
design museums and some of the important museums design
fundamentals, as well as the museum form and morphology,
it can be said the following:
 The Museums are multi-functions buildings, from where
they contain halls of different sizes and volumes, permanent
and temporary exhibitions, stores with large volumes to
store exhibits, and open spaces (internal or external) for
open display, in addition to services (Administration, Bath-
rooms, etc.). Thus, we can be considered that the museums
are huge buildings.
 The museum form and morphology, also confirms that the
museums are important and huge buildings.
Through previous view too, which dealt with contextual
problematic design. It can be concluded that there are three
types of contextual design problem:
 Alteration: Alteration is a modification/change/re-adapta
tion of the original facade of the building in order to accom-
modate the historical use created behind this facade.
 Addition: Addition is an addition developed at the old his-
torical building as adding a new wing adjacent to the old
building. This addition has to be homogeneous with the
original building.
 Infill: Infill is how to design a building placed among group
of buildings with the same character.
To deal with the infill type to be compatible with the histor-
ical context, we can use one of the following strategies:
 Compatibility by Copy/Reproduction: Copy a building
adjacent to the historical one.Please cite this article in press as: B.I. Farahat, K.A. Osman, Toward a new vision to
10.1016/j.hbrcj.2016.01.004 Compatibility by Congruence/Harmony: The abstraction of
the original historical context details and using it in the
added building to achieve harmony between the added
building and the original historical context.
 Compatibility by Contrast: Adding contrast makes old
buildings new again.
 Compatibility by Disappearance: The disappearance of the
added architectural work and its humility in front of the
original historical context is a successful strategy to be com-
patible with it.
Through the case studies:
 Smithsonian Campus Master Plan for Washington DC,
USA, designed by Bjarke Ingles Group, 2014.
 The proposal for the Natural History Museum of Den-
mark, designed by Kengo Kuma & Associates, Erik Møller
Arkitekter, and JAJA Architects.
We can answer the main question of this paper: ‘‘How can
we design a huge and important building such as a museum in
historical context while respecting its importance and at the
same time avoiding the deterioration of this historical place?”.
It may be said that, the ideal strategy for designing a huge
building in the historical context is disappearing inside this
context to maintain, conserve the character, vision directions
of historical buildings and avoid any negative impact upon it.
But the contradictory question: ‘‘How can not cancel the
museum personality in relation to the historical context?”.
The answer is by raising some parts of the museum with
transparent glass material to contrast with the context, to be
different with it, to be a different identified character, and allow
seeing the historical context through this transparent glass.
And about the academic and theoretical fields, Urban
Design and Urban Conservation, the study discussed a multi-
ple theoretical concepts about contextual design types and
strategies that can help other researchers to explore another
concepts and strategies in designing with the relation to the
valuable context, or exploring other creative projects about
contextual design such as the following:
 Joanneum Museum Extension and Refurbishment, 2011,
Graz, Austria, (Designed by Spanish Architects Nieto
Sobejano and local firm Eep Architekten).design a museum in historical places, HBRC Journal (2016), http://dx.doi.org/
Designing a museum in historical places 13 Culture and Leisure Centre in the middle of a public square
in Teruel, 2011, Spain, (Designed by Madrid studios Mi5
Arquitectos and PKMN Architectures).
 Danish National Maritime Museum, 2013, Helsingor, Den-
mark, (Designed by Bjarke Ingels Group, BIG).
All the previous projects are creative projects designed or
built in valuable and historical contexts that can be explored
in another futuristic researches.
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